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Abstract
Amulets are personal power-imbued objects with a specific 
purpose tied to them. In today’s society we are searching for new 
forms of  spirituality and spiritual awareness, and yet the aesthetics 
of  spirituality have not been redesigned or revisited to fit our 
time. This project presents an approach on how to design modern 
amulets; by creating a test that allows to personalize the amulet, 
imbue it with power and give it symbolisms as well as Spiritual 
Common Places that we can relate to more naturally. 
ENGLISH CATALÀ CASTELLANO
Un amulet és un objecte personal imbuït de poder amb una intenció 
especifica. La nostra societat d’avui en dia busca noves formes 
d’espiritualitat i de consciencia espiritual, però no hem redissenyat 
l’estètica de l’espiritualitat per que encaixi amb les nostres necessitats. 
Aquest projecte presenta una possible enfoc alhora de dissenyar 
amulets moderns, creant un test que permet personalitzar l’objecte, 
imbuir-l’hi poder i donar-li simbolismes així com Espais Espirituals 
Comuns que ens ressonin de forma natural.
Un amuleto es un objeto personal imbuido de poder con una 
intención especifica. Nuestra sociedad busca nuevas formas de 
espiritualidad y de conciencia espiritual, pero la estética de estas 
no ha sido rediseñada para ir acorde con nuestro tiempo. Este 
proyecto presenta un posible enfoque sobre como diseñar amuletos 
modernos; creando un test que permite personalizar el objecto, 
imbuirlo de poder y darle unos simbolismos y unos Espacios 




Universe As a child I used to think that summer lasted as long as the “school 
year”, and I must admit I still remember my childhood summers 
as a sort of  infinite daze of  adventures and hot weather. Of  
course, as a child I thought it was perfectly normal to get on an 
eleven-hour flight every summer and spend almost three months 
in Mexico. Mexico had different rules, and while some people in 
Spain thought my mom was crazy for taking two small children to 
the “third world”, to me Mexico meant absolute freedom. After 
only a day or so of  travel we would go from being strapped to 
our car seats in Barcelona to riding in the back of  a pickup truck 
with all our suitcases and zero seat belts. We could be barefoot 
most of  the time; we were suddenly allowed to get what seemed 
to be very expensive bracelets and trinkets from street sellers (like 
time, currency exchange is a concept you don’t really grasp as a 
kid); and Nature was alive and everywhere, always offering a new 
animal, plant or fruit to discover. People were funny and polite and 
extremely hospitable. And streets and markets were colorful and 
loud and smelled like chile and lemon and mango. My parents often 
remind me of  some of  the “famous” questions I would ask about 
Mexico, my favorite ones are: “Porque la gente que no conocemos 
en Mexico es más simpática que la gente que si conocemos en 
España?” and, having been in Mexico City for some days: “Porque 
en Barcelona no pintamos las casas de colores?”
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My cousins and aunts and Ela in a boat in a lagoon looking for crocadiles; the pick-
up truck we would drive around in in Puerto Escondido; our dining room at the 
beach house.
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go back a few generations.  My Mexican family is originally from 
the north of  Italy, Dante Cusi (my great great great grandfather, 
five generations back) was the first in the family to move to Mexico. 
Dante Cusi (born in Italy in 1848) was a successful business man, 
son of  a farmer, who dreamed of  traveling to America. He finally 
went in 1884 and after visiting the south of  the U.S. and disliking it 
he moved to Michoacán, for a business opportunity, and the whole 
family fell in love with Mexico. 
Dante slowly bought more and more land and built prosperous 
Haciendas where he produced mostly rice, but also lemons and fruit 
and cattle. Dante’s two sons,  Eugenio (my great great grandfather) 
and Ezio, who grew up rather wildly on the Haciendas, were 
both sent back to Italy to study engineering and business. Upon 
their return to Mexico, they worked with their father to improve 
the productivity of  the main Haciendas (named Lombardia and 
Nueva Italia) and the conditions of  the workers. They were later 
very well known for having very advanced irrigation systems 
and providing their workers with free healthcare and very good 
living conditions. Eugenio, while studying in Italy, married Nair 
Girompini, a young woman from Milan; they had four children, 
including my great grandfather Dante Alessandro (born in Mexico 
But Mexico would not have been Mexico to me without Ela, my 
grandmother on my mother’s side. Ela was not (I later realized) 
your typical grandmother. Ela was not scared of  spiders or snakes, 
or alligators for that matter. Ela would swim in the huge pacific 
waves, hike up Aztec pyramids, and drive a Land Rover across rural 
Mexico. Ela was divorced from my grandfather, Richard Wortham 
III, and lived alone in a beautiful house my parents made her in 
Houston, Texas. Ela was an artist, she made ceramic sculptures 
and beautiful drawings. Ela was loud and would criticize a lot 
of  things, especially the U.S., she didn’t really care what anyone 
thought, she didn’t pay particular attention to rules, she was strong 
and independent, she would laugh at herself  a lot, she always had 
stories to tell and treasures to show us. Ela, for a kid, was fun and 
crazy and exiting, and for most adults too, honestly. 
To put Ela and the rest of  my mother’s family in context, I need to 
in 1908). Following family tradition Dante Alessandro, the eldest 
son, was sent to Italy to study engineering. He and his new bride 
returned to Mexico and worked with his family in the Haciendas 
until 1938 when due to the Agrarian Reform, president Lazaro 
Cardenas expropriated all of  their property and belongings, in an 
attempt to give the land back to the people. Rather traumatized by 
this event, Dante Alessandro moves back to Milano with his wife, 
Anna Maria Allievi and two baby daughters, Elena (or Ela to me, 
born in Mexico in 1935) and Sandra. But fascism is rising quickly 
in Italy at that time, and after only some months they go back to 
Mexico, escaping the catastrophe of  the WW2.
So, Ela grew up in a big house in Mexico City, with four younger 
siblings: Sandra, nicknamed “Chanchi”, Ana Luisa, nicknamed 
“Loló”, and later Sandro, the only boy, and Pia the youngest. 
(My family has a thing with repeating names and with nicknames 
as you can see). There was a unique duality in the house as they 
grew up, on the one hand Anna Maria (or Noni) was a very Italian 
woman who never ate spicy food, would always wear her pearls 
and kept her house in Mexico DF looking a home in Milano; 
on the other hand was Dante Alessandro; who although was, by 
blood, completely Italian, had grown up in a Mexican Hacienda. 
Dante, after the lands were expropriated, opened a small paper 
factory, that produced paper from sugar production by-products. 
I’ve heard plenty of  stories of  him experimenting with different 
compositions of  pulp in the kitchen, to la Noni’s dismay. He also 
enjoyed building complex structures and games for his daughters, 
like nativity scenes with running water and live plants, although he 
was deeply atheist. In addition to Italian, Spanish and English, he 
also spoke fluent Latin and ancient Greek. He was fascinated by 
Nature and Science, he could draw beautifully, always listened to 
opera and spent his days at the factory. My grandmother and her 
sisters definitely followed more in his steps than their mother’s. 
The family who had been quite patriarchal until that generation 
starts to turn matriarchal with Ela’s generation.
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Our relative’s homes in Mexico City, Oaxaca and Tlacochahuaya.
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Of  course, there was a third party in the house that also had 
an important influence on their lives: the Violantes. The cook, 
Josefina, the maid, Oliva, the seamstress, Carmen, and the nanny, 
Marina were sisters and were very much part of  Ela’s family as 
well. They brought to the house different knowledge and skills 
than those brought by Dante. They were amazing Mexican cooks 
and quickly learned from la Noni to make Italian delicacies as well. 
They were all catholic, but as it often happens in Mexico the lines 
between the catholic church and superstitious practices are very 
much blurred. They knew all about herbs and witchcraft: Josefina 
would turn a figure of  San Antonio upside down when there was 
an unwelcome guest and she would feed marihuana to the canaries 
so they would sit on their eggs longer.  
When Ela was seventeen, she and la Chanchi were sent to the 
U.S. to learn English, of  course to a Catholic boarding school. 
Ela always used to tell us how she had wanted to become a nun 
when she was a teenager and la Chanchi would laugh at her saying 
she was the only one who actually believed the nuns. But when 
they get to the school in the U.S., they start realizing that the 
rules the American nuns had were different, things that were a 
sin in Mexico were not a sin in the U.S. This made Ela doubt 
the whole catholic institution, and she (thankfully) never became a 
nun. She did however go to nursing school, and worked as a nurse 
for a few years in a public hospital in Mexico City. The stories 
she told about the hospital were the saddest stories she told; she 
saw firsthand the poverty of  lower-class Mexico. Eventually her 
parents decided it was time for her to get married, and she married 
Santiago Flores, a tall man from a good family. Soon after she had 
two children, a year a part, Elena (yes, another one) and Pia (my 
mom). But for reasons my family does not fully speak about, she 
divorced Santiago weeks after Pia was born; which was, to say the 
least, a huge deal in Mexico in the sixties. Ela never talked about 
it, but I can only imagine a divorced woman, excommunicated 
from her church with two baby girls probably did not see a very 
bright future ahead of  her, but it was Ela, so who knows. She had 
been living with her parents for a couple of  years when a young 
redhead American from Texas came to visit Dante’s innovative 
paper factory. The man was Richard Wortham III, my grandfather, 
nicknamed Rusty (because of  his hair color), and (so they’ve told 
us) he quickly fell in love with Ela.  He even lied about his age to 
marry her because he was younger. 
So, Ela and Rusty and Elena and Pia moved to Texas, with Concha. 
Concha was Josefina’s (the cook) niece, who had started working 
at Noni’s at 15, she left Mexico at 25 to go work and live with 
the Cusi-Wortham family. Rusty and Ela had two more daughters, 
Erica and Andrea. It wasn’t easy for Ela to live in (racist) Houston; 
everyone (the schools, the doctors) told her she should leave 
Mexico behind and stop speaking Spanish to her children or they 
would grow up confused; she was told the U.S. was a “melting pot” 
and that she had to speak only English, to which she answered 
with her now famous phrase “I don’t want to melt in your pot!”. 
Ignoring all the “expert” advice my mom and her sisters grew up 
in a Mexican house hold, with Ela and Concha yelling in Spanish 
and making frijoles for breakfast. 
My mom’s childhood stories were my absolute favorite stories to 
hear as a kid. One of  my favorites, and one that describes Ela 
pretty well, was one time at the dinner table when Ela had told 
her girls she had a surprise for them. As they were having dinner 
Ela had hidden the surprise inside her shirt, and while they were 
eating, the surprise slithered up to her cleavage and peeked her 
head out. A small baby boa, to which Rusty, already annoyed at the 
amount of  pets they had, yelled “Not in a million years will there 
be a snake in my house!”. The boa lived happily for about six years 
in the Cusi-Wortham house, and grew to about 2 meters. 
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My sister and I playing “boat” by joining two chairs; traditonal mexican furniture in 
our beach house.
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Every summer Ela would pack up her Land Rover and drive down 
to Mexico with the four girls and Concha (Rusty would fly to 
Mexico later, because he didn’t enjoy long drives with children). 
The adventures and nature they saw are unimaginable to us. They 
would meet la Chanchi and her daughters and all go camping in 
remote areas of  untouched Nature were they only ate the fish they 
fished and slept in tents on a beach for weeks. My mom and her 
sisters could drive cars and boats and fish for barracuda before 
being teenagers. They always tell stories about all the animals they 
would save: they once caught a pelican who’s wing was broken 
and kept it until it could fly again; Ela would often jump into the 
Acapulco harbor and free sea turtles that fishermen had caught 
and planned to eat the next day; and they once guided a small 
humpback whale out of  a dock with a boat. I grew up hearing 
endless stories of  these summers, stories of  a big group of  women 
and children, mostly girls, having crazy adventures, (with the men 
and fathers nowhere to be seen). 
Once  the youngest entered primary school Ela started going to 
Art School. She  focused on painting classes, but was required 
take a class outside of  her main course of  study; she chose, 
rather reluctantly ceramics. Funnily enough she fell in love with 
ceramics, and would later become a great ceramic sculptor. While 
her daughters were young she always helped make the decoration 
for school parties, and sport events, and Halloween costumes and 
even prom dresses! 
Years later, after my mom had completed her Masters Degree and 
was living in Spain, and after Ela had divorced Rusty, my mom and 
my dad, both young architects, moved to Houston to make Ela her 
house. Euclid (how we refer to the house because of  the Street 
name) is a modern house made of  wood and glass with a nice 
garden and a very big ceramic studio. Euclid was Ela in a house. 
Overflowing with art of  all kinds, books and plants. I could try to 
describe it more, but I believe the essence is perfectly captured by 
the pictures.  
Ela’s art was like her: big huge drawings in pencil of  red flowers, 
that never looked “pretty” or cute but rather scary and powerful. 
Her ceramics were never pottery, they were sculptures, of  people, 
women, plants or a combination of  all of  them. She would 
volunteer at public schools in Houston, in her seventies, to make 
ceramic murals or benches with the kids. She made a bench in her 
front yard covered in bright colorful pieces of  ceramic, with birds 
and fish and leaves. The bench was so magic every week someone 
would knock on her front door to ask about it and all the kids in 
the neighborhood would visit it regularly. 
I am Ela’s first granddaughter, I gave her the name Ela as a 
toddler, as a confusion between “Elena” and “Abuela”. We are 
nine grandchildren, eight girls and one boy. We all live in different 
cities. Concha now lives in San Francisco with Andrea and her 
two girls. She’s like another grandmother to me. We saw Ela and 
some cousins every summer in Mexico and went on our own 
adventures. We swam with a whale shark because Ela said, and I 
quote, she wanted to swim with one “antes de no poder nadar” at 
79. We had a huge birthday party for her eightieth, with mariachis 
and everything and the best part was everyone had to tell the most 
memorable story about Ela. As I got older, I enjoyed sitting with 
her after lunch at the beach house, while she drank her tequilita and 
smoked her cigarettes and we laughed at so and so and criticized 
the gringos and what not. 
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Two street sellers in Oaxaca’s main plaza; Oaxacan street; Mexican market.
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She died this June 12th. 
Mexico means a lot of  things to me: the sheer contrast of  culture 
to living in Europe; the artisanal objects that I’ve grown up 
around, that my mother and grandmother cherish so much; the 
exuberant tropical Nature that has made my family want to draw 
for generations; and the magical cosmogony that seeps through 
every aspect of  it. This project is a combination of  all these things, 
it’s an externalization of  the influence Ela, and by extension 
Mexico, has had on me combined organically with my own will to 
better Design practices and expand it beyond it’s usual fields.  
The “echadero” in the beach house, a place to lay on. We usually read here ans Ela would come here to smoke.
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A woman and a nun walking in front of  a store with amulets and rosaries in Oaxaca; 
a sign in market advertising medicinal plants and spells; a chile stand in a market.
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Two dead lizards, that drowned in the pool, with a leaf  altar underneath them; my 
mother and Ela standing by a wounded crocodile we found on the beach; my mother 
getting a crab out of  our drain.
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Ceramic Ganesh in Ela’s studio; Ela and I working on a ceramic table; 
a sign reading “PEACE” on Ela’s front yard referring to Bush’s actions in Irak.
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Ela’s Art
In the next pages I’ll highlight some of  Ela’s art pieces, in particular 
the symbolism she used. Ela’s work was figurative but not realistic 
and often depicted human bodies, natural elemets such as plants, 
seeds or leaves and animals. 
She also incorporated found objects, such as sticks or metal pieces 
which she then gave special meaning to by adding a ceramic piece. 
She made artwork for public spaces around Houston, had several 
private installations commissioned as well as having shows in 
galleries. Of  course her house was full of  her collection as well as 
her own art. 
Depicted here are a series of  
ceramic life-size children in 
her garden juxtaposed to my 





As I said earlier, natural elements were very common in Ela’s 
artwork, flowers in particular. What I find unique about Ela’s 
flowers is that they are hardly ever “pretty”, she didn’t use flowers 
as ornaments but rather as the main piece. And they are not 
innocent flowers, they are big and red, scary and almost menacing, 
sexual and powerful.
Fruit in Ela’s art represented the possibility of  renewal or rebirth.
She usually started with a real fruit or seed as inspiration and then 
abstracted it to one degree or another. The plants she encountered 
in the tropical climate of  Mexico were often bizarre enough so 
that she did not feel the need to abstract them very much.
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face
Faces are also common in Ela’s artwork, from more realistic faces, 
abstract one’s and of  course plenty of  skulls. She often made 
double sided faces, that had a front and a back, even though the 




It is not suprising with her upbringing that Ela would include 
crosses in her artwork. But the crosses she made were always 
juxtaposed with some other layer of  meaning, whether it was 
explicit text or more subtle metaphors.
She included Catholic imagery often in her work, these three 
“virgins” for example clearly allude to how La Virgen de Guadalupe 
is usually depicted but with Ela’s unique twist.
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hands
Ela worked both with molds and hand sculpted pieces. The molds 
allowed her to repeat a shape very easily; her favorite shapes became 
recurring elements in her art. Some of  these were the hand grenade 
mold and the praying-hands mold (used here as fish scales). 




Ela often included crowds of  people in her pieces and sometimes 
made one stand out by painting it gold. In the Wheel of  Life piece 
(on the right) the gold piece represents the richest 1% of  the 
world, highlighting the injustice of  the lower-income families in 
Mexico and the United States.
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Mission
This project started as an analog solution to our digital problems. 
Physical objects act as a reminder of  our own physicality in a 
world where we are often so sucked into our devices we forget life 
beyond them.  As I studied the subject it became obvious that our 
society, and in particular younger generations, are searching for 
new forms of  spiritual awareness; we want something more than 
science and facts, and we are not finding what we want in religion. 
While the rise in popularity of  yoga or astrology are clearly due 
to this, a lot of  people reject this kind of  esotericism. While the 
techniques in these practices are quite similar amongst themselves 
and often scientifically proven to be beneficial (meditation, 
introspection, prayer…) the connotations that are tied to these 
fields are still very prevalent, and these connotations are tightly 
tied to their aesthetics. The aesthetics of  spirituality have not been 
updated, and in our super-aesthetic overly-designed society, we 
demand good visual aesthetics. 
Younger generations also tend to reject organized spirituality; 
we need introspection, something we can do alone, something 
that comes naturally to us. Observing our society and my own 
personal spiritual practices, amulets seemed like a perfect solution. 
I have always liked small objects and collected many over the years 
that I enjoy taking around with me, largely due to the influence 
Mexico has had on me. In a society where we treasure objects so 
much for their extrinsic value, we might benefit from objects with 
intrinsic power. Objects that don’t have a clear pragmatic function 
but rather appeal to us in a more organic way. With this project I 
hope to create a system with which to imbue power into designed 
handmade objects to experiment with new forms of  spirituality in 
a natural, almost playful manner. 
In the next pages you’ll find a more in depth analysis of  human 
spirituality and religion through our history, and the importance 






As soon as humans become humans we start creating narratives. 
These narratives help us cope and face life and its dualities, birth 
and death, light and dark, cold and hot. We need these narratives 
to connect us to the world and to others and to give us a sense 
of  purpose. Human beings long to experience transcendence, 
to experience being “above the human state”, to approach the 
divine, we always have and still do. Early on in the development of  
human history everything was considered divine. Human existed 
as a part of  the natural world where all activities and objects 
had a placein their spiritual narrative; daily actions and seasonal 
cycles celebrated their ancestors and Nature. These narratives, 
or myths, made it easier to actively participate in the sacred, to 
feel close to it. Myth was not meant to give actual information, 
it was meant as a guide of  behavior, it gave  the hunters courage 
and compassion, it gave people hope in moments of  adversity, 
it helped them accept the cycles of  life, it gave them a place on 
earth. For objective information humans rely on logos, the study 
of  facts and pragmatic knowledge. In prehistoric times there is 
a compromise between mythos and logos, it is understood that 
both are helpful and needed. During the Neolithic period, with 
the invention of  agriculture this becomes very clear: agriculture is 
clearly a pragmatic activity, and yet at this time it is not a secular 
one. Along with all the technology developed, people started 
creating new myths and rituals and adapting old ones to fit this 
time. Seeing the world in a holistic way, they understood that the 
earth was gifting them something, and they gave something in 
return. They saw life as a constant battle between the different 
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forces of  Nature, but realized all were necessary to maintain the 
balance. As I said above, myths and spirituality were changed and 
revised to fit the moment, myths were “true” as long as they were 
effective. They didn’t provide factual information so it made sense 
to accommodate them to the time. Humans, unlike other animals 
in the wild, maintain the pleasure for play even as adults, this is 
crucial for myth because essentially myth is a “game of  sacred 
make-believe”1, myth is theatrical, it demands you to participate 
in it. Myth can also be viewed as an early form of  psychology: 
by putting heroes or fictional characters in difficult situations 
they make us reflect on morality,  they allow us a glimpse of  new 
possibilities… Spirituality was understood more or less in this way 
during prehistoric times and during early civilizations, with a clear 
tendency though: humans increasingly felt farther away from the 
divine.
From circa 800 to 200 BCE there is a pivotal revolution of  how 
humans interact with spirituality, it is the beginning of  religion as 
we know it, it is called the Axial Period. In China, India, and Greece 
great thinkers become more aware of  themselves as individuals 
and of  the suffering of  other people. Myths are read in a much 
more ethical sense, humans are more separated from the divine 
so anthropomorphic myths of  gods are not as effective. Chinese 
thinkers, such as Confucius, thought people must develop an 
individual conscience and morality through personal exploration 
to be closer to spirituality; he believed that through deliberate 
analysis of  one’s self  we could develop more respect for others. 
Myth is revisited but still much needed to participate in spirituality, 
along with ritual and music. In Greek tragedies, for example, myths 
are theatricalized and allow the spectator to experience extremity 
through the actors, by practicing compassion they reached 
moments of  katharsis and deep personal exploration. At the same 
time in Greece, Plato’s philosophy was becoming more popular, 
and with it the search for rationalism; Plato disliked tragedies and 
theater claiming it was too emotional and irrational, and that true 
potential could only be found through logos. This train of  thought 
would eventually cause a break between mythos and logos which 
had hitherto been complimentary.
 After the Axial Period there is not a significant change until the 
1Armstrong, Karen, A Short History of  Myth, 72-73.
16th century. Feeding off  Plato and Aristotle people try to make 
their religions conform to rational standards, especially the three 
main monotheistic faiths, that at that moment start to claim they 
are historical rather than mythical. At the beginning of  the 16th 
century humans are creating a civilization of  unprecedented size 
thanks to efficiency and the process of  modernization. We believe 
we are in absolute control and we are able to manipulate Nature 
as it pleases us. Science is moving forward quickly, but is held back 
by the fact that the Book of  Genesis is continually read as factual 
information. Some  great scientists of  the time hoped that by 
finding the laws of  Nature they could prove the existence of  God, 
like Newton; and, later, scientific work that contradicted what the 
Bible stated was strongly rejected, like Darwin’s “The Origin of  
the Species”. Reading myth or religion through a scientific lens was 
deeply detrimental for both. This essentially accounts for the death 
of  myth, because any form of  intuitive or mythical thought was 
neglected and frowned upon. The break from religious knowledge 
allows modern science to admit its ignorance over the laws of  
nature and thus dive into mathematical language and leap towards 
the future in terms of  technological advance. Logos, nevertheless, 
does not provide us with a sense of  significance, and thus mental 
issues flourish such as “modern anxiety”. By the end of  the 19th 
century religion is viewed as bad, and individuals must “choose” 
between science and religion. Myth read in a scientific view is 
obviously nonsense, but at the same time, with the World Wars 
we see what the darker side of  logos (science and technology) is 
capable of: massive death and destruction. Myth and spirituality are 
replaced with an almost religious belief  in science and technology. 
We are left as a lopsided society: with an extremely advanced logos 
and with a deficient mythos. 
We still desperately search for a sense of  transcendence, of  being 
above ourselves, but we no longer find it in religion. There hasn’t 
been an advance in spirituality since the axial period, and because 
we have killed myth we might have even gone backwards. We look 
for the feeling of  transcendence in extreme leisurely events, and 
we find heroes in celebrities that we obsess over; but we do not 
know how to manage our spiritual life in a way that is fulfilling 
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and transformative.  Myth is an art form. Through art we can 
reconnect with our spiritual knowledge.   
In 1991 two hikers spotted a body in the Alps, it turned out to 
be a man who had died accidentally during the Neolithic period. 
Ötzi, his nickname from the valley of  Ötztal, is the oldest natural 
mummy in Europe, which means he was not buried by his peers 
with a ritual, but Ötzi, nevertheless, was found with a small pouch 
around his neck containing small objects with no clear function: 
amulets. 
It is hard to find a clear definition of  what an amulet is exactly, 
but they are not hard to find. Powerful objects are recurrent in 
every religion, spirituality and culture throughout history. Often 
disregarded by western culture, this subject is overlooked and 
branded as esoteric and occultist, neglecting to see how much can 
be learned by studying them. Amulets, like spirituality, are used 
in times of  change or adversity, we turn to “magic” when reason 
does not suffice. As much as western society would like to think of  
these objects as long gone, if  we look closely we realize they are still 
very much present in the 21st century: cars, taxis and trucks often 
a have small collections of  eclectic protective objects, such as a 
Jesus on the cross, a hare’s foot or a dream catcher; religious relics 
are essentially objects imbued with special powers, we are naturally 
attracted to Egyptian scarabs, hands of  Fatimah, Turkish evil eyes. 
In many cultures we still place special objects in thresholds, put 
specific necklaces on babies, etc. We do this intuitively as children 
even, we save rocks or seeds in boxes, we hold on to a particular 
hair tie for special events, or wear a specific pair of  socks for good 
luck. Imbuing objects with power beyond them is as central to the 
human being as is spirituality, it is deeply anchored in the way we 
experience and participate in it. 
These objects are often called amulets or talismans, but in order to 
define them it’s important to look at the root of  these words. Amulet 
comes from the Latin word “amoletum” which comes from the 
verb “amoliri” which can be translated to “drive away”. Another 
word for amulets is Phylacteries (from the Greek “philaktérion”) 
that are defined as “a portable, personal tutelary object with 
a preventive virtue against adversity”2. Other Latin words for 2 Lecouteux, Claude, The High Magic of  Talismans & Amulets, 14-15.
amulets come from the material they were made from, their shape, 
their inscriptions or designs, the way you carried them on your 
body or their specific purpose. As the Latin etymology indicates 
amulets were usually protective objects, but other purposes such 
as good luck or attraction of  specific things can algo be attributed 
to them. Martin F. Blumler defines amulet as: “Anything that men 
attach to their necks or any other part of  the body, binding it 
there in some way, or carry in their clothing to ward off  illness, 
strengthen their constitution or to acquire something”3.
Talisman comes instead from the Arabic “tilsam”, meaning 
“an object with sacred signs that offers protection and power”. 
Talismans are similar to haunted objects or “stocheioména” 
in Greek meaning inhabited by a ghost/spirit (“stocheio”). A 
talisman’s power is infused through a complex ritual. By writing (or 
carving) letters and characters from different or ancient alphabets, 
astrological and cabalistic symbols, and aligning it to particular 
astrological moments or events, the owner was able to prepare 
these objects. Writing the sacred words or letters is like saying a 
charm aloud, it is was gives the talisman its powers. The purpose 
of  the talismans was similar to that of  amulets, but they could 
produce more effects, including harmful effects that normally 
aren’t attributed to amulets. 
Christianity has historically tried to purge itself  of  all paganism 
but truly it has absorbed it, which is what allowed it to spread 
so extensively. The myriad of  Saints in Christian religion made it 
easier for native Mexicans to convert to the new religion from their 
polytheistic cosmogony. Relics and other Christian objects such 
as Mexican “milagritos” are very pagan when analyzed closely: 
milagritos are heavily adorned little pieces made from metal, wood 
or fabric in the shape of  hearts or other body parts (where one 
might have an illness) that are sewn into the clothes of  the saints 
in church to ask for a miracle or pay gratitude. So, as we can see 
Christianity easily accepts amulets, in fact it used to separate them 
in two different categories: those that are licit and natural and 
those that are demonic and superstitious. 
The main difference between amulets and talismans (although 
the two terms are used very similarly) are that the power of  
the amulet is intrinsic to the materials that are used while the 
3 Lecouteux, Claude, The High Magic of  Talismans & Amulets, 18-19.
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power of  the talisman is imbued by humans through a specific 
ritual. And thus talismans were more persecuted by the Catholic 
Church. More differences between amulets and talismans are that 
amulets are almost always carried on the body or the clothes of  
the owner, making them usually smaller in size; talismans instead 
don’t necessarily need to be carried so they can sometimes be 
larger objects. What is common to both (and to most spiritually 
powerful objects) is that amulets are made for the specific owner, 
and although they can be passed on, complex rituals are needed to 
make these changes valid. 
To sum up, amulets or talismans are objects with specific powers, 
that can come from the materials that form them or can be imbued 
by human ritual; they are often carried on the body or sewn into 
our clothes or they can be placed in significant locations. They can 
be made from any material; they can be found as they are, they 
can be slightly modified or even laboriously manufactured. Their 
powers range from the most basic one of  protection to attracting 
certain things, strengthening our body and mind or even changing 
the course of  events. 
Although these power-imbued objects can be made of  many 
different materials, often harder ones as stones and metals, I’m 
going to concentrate on cloth objects. Cloth in many ways is 
opposed to the materials I previously mentioned, it is very easily 
malleable and offers a myriad of  possibilities. Cloth can be thick 
or thin, rough or smooth, opaque or transparent, shiny, stretchy, 
warm, cool. It can be made from any fibers, animal or plant. It can 
offer almost any shape, by knitting different stitches or cutting 
pattern pieces from it and joining them in a new way. It can 
be made in vastly different processes such as weaving, knitting 
or felting. It can be dyed to be any color, whether the thread is 
dyed before the cloth is made, or particular figures are drawn on 
it after or it is dyed as a whole. It can be adorned in extremely 
intricate ways by adding more threads, or more textures or even 
attaching other materials to it. While other materials resist their 
modification, cloth invites it.
Cloth has developed in every culture of  all civilization, long 
before the four global regions were connected4.  Whether it was 4 Weiner, Annette, Cloth and the Human Experience, 1-26.
a knotting or weaving every society made basic objects with these 
techniques. Cloth is used for both practical uses and for aesthetic 
or mythological uses, from a net or a basket to a ceremonial cloak. 
It seems as if  cloth making is almost intrinsic to humans. During 
history cloth becomes a standard commodity, like precious metals, 
it is vastly used for exchange across the globe. Cloth is a luxury, 
because of  its laborious process and thanks to the possibility of  
producing it with very valuable materials. Some pieces of  cloth 
are imbued with so much power through generations of  rulers 
that they are passed on as the essence of  the power itself. Cloth is 
power, it carries power, it gives power and it legitimizes it. 
Part of  the value of  the fabric is given by the time it takes to make 
it, the “woman hours”5 (as opposed to men hours). Intricate cloth 
displays how difficult and time consuming it was to make. Gifting 
cloth is gifting your time, it is giving away something that is part of  
your nature and substance and vice versa; brides often give cloth to 
their new family, for example. The higher quality of  the fabric also 
conditions how durable it will be, which brings the other main sign 
of  value: fabrics that are passed on through generations in good 
state are considered more valuable. Cloth and time are intricately 
related; in the Odyssey, Penelope hopeful that her husband will 
return, decides she will weave a tapestry before marrying another 
suitor, and in an attempt to stop time she unweaves during the 
night what she had woven by day.
Cloth is made by joining fibers, and therefore it reminds us of  ties 
and connections between humans. We regularly describe society as 
a fabric, or the world as a mesh: the interconnectedness of  all things 
shares various similarities with cloth making. This is reflected in many 
ceremonies and rituals: a special (usually red) thread is used to unite 
pieces of  cloth belonging to different families, in some cultures bride 
and groom are surrounded by a tubular uncut fabric to symbolize 
their union, the dead are gifted cloth to accompany them in their 
journey and unite them to the living world. Cloth’s interconnectedness 
and fragility is what makes it such an accurate analogy to the human 
condition. It simultaneously binds us to our past and our future. The 
process of  manufacturing cloth can bring us into a highly meditative 
state: knitting, weaving or embroidering are small repetitive actions 
that require us to be very concentrated, making any other thought 
5 Weiner, Annette, Cloth and the Human Experience, 45-52.
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leave our mind, it is a very similar feeling to meditating. 
In most societies the production of  cloth is entirely done by 
women, and thus this valuable material and its symbolic potential 
is left in their hands. The process of  making it in some societies 
has become a very complex ritual. In many cases these abilities are 
believed to be handed down to women by their ancestors or by 
deities through dreams or revelations. In many cases fabric making 
is compared to human reproduction. The Ikat dyers of  the Kodi 
populations can only be older women who have deep knowledge 
of  plants, witchcraft and midwifery6. They consider dying the 
thread and weaving it into a new fabric a very similar process to 
delivering a new human life. Cloth protects, it takes care of  us, 
like women or mothers, we wrap our babies in special clothes to 
welcome them into this new world as we do with our deceased 
to help them transition into the next. As opposed to durable 
male objects (like metal and stone), female vitality produces semi-
durable objects that are soft, malleable and fragile (like babies and 
cloth), that are much better at communicating the fluidity and 
ephemeralness of  human spirituality.
In today’s capitalist myth-less society although we constantly 
consume objects, mass production makes it almost impossible to 
imbue them with power. It is clear that as a whole we long more 
than ever to be more active in our spirituality and yet organized 
forms of  spirituality don’t suit us, they have become archaic. We 
need new forms of  experiencing spirituality as individuals, forms 
that permit us to develop as human beings and thus allowing us 
to connect to each other in a new way. This new form should feed 
off  of  things that come naturally to humans. Designing powerful 
personal objects that are pertinent to our time, that give us the 
possibility to develop a newfound awe towards physical objects 
in this digital era, and that allow us to reconnect with the magic 
that western society has so eagerly left aside is a very positive 
solution. Bringing modern design to amulets and adapting them 
to our current reality can be a first step towards restoring our lost 
connection with universal spirituality and tradition.





Personalized Amulets for the modern world.
Through a non-conventional test, the designer-witch designs 
a personalized amulet for the client-user. The test is  not an 
algorithmic method but rather gives the designer-witch clues 
and pointers to create the amulet. The amulets are not made 
from scratch for each person, they are the result of  a unique 
recipe developed from finite ingredients the designer-witch has 
previously chosen. After the client-user has finished the test, the 
designer-witch will start designing the amulet for their specific 
needs. Once the amulet is completed the client-user will receive it 
along with a small guide and instructions for an activation ritual. 
Ideally this process takes place in a sort of  “modern emporium” 
or Witch’s Table where the client-user can be calm and have fun 
with the test.
Both the test and the amulet recall imagery from many different 
cosmogonies but also images I’ve developed; derived from objects 
or places that appear magical to me and people around me, 
Spiritual Common Places. The result is a mix of  spiritual or sacred 
connotations that all (or most) of  us can feel connected to.
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Below I’ve listed the main objectives of  the project:
1. To re-design spirituality. To broaden designs borders beyond 
the usual fields in an attempt to better our understanding of  both 
design and spirituality, and make them compatible.
2. To produce with more intention and attention. To apply these 
two ordinary mental skills, that are the basis of  magical thought, 
to improve the production of  our everyday objects.
3. To access a new spirituality. Through these non-traditional 
objects imbued with power we might be able to access a non-
traditional spirituality within us. 
4. To investigate shapes. To be able to derive shapes from my 
surroundings that are suggestive in a way or another to most 
people. 
5. To develop a stimulating test. To design a test that flees from 
the usual personality tests that we are used to and instead make the 
test an enjoyable, stimulating and fun part of  the process. 
6. To neutralize cuteness. To compliment the “cuteness factor” 
that has taken over in our society’s aesthetic with something more 
unnerving, to expose the shadows that cuteness tries to hide. 
In order to do this, after a thorough research, I started defining the 
information I wanted to achieve from the test. The method has 
consisted of  alternating working forward (starting with the test) 
and backward (starting with the amulets) until both were complete 




I lived in Weimar for six months for my Erasmus Program. I studied 
Produkt Design at Bauhaus Universität. I chose a Projektmodul 
that centered around speculative design for “Alltagskatastrophe” 
or everyday catastrophes. After some initial exercises I decided 
to make a series of  three amulets that were intended to remind 
us of  the physical world we are in and would help us not to get 
too sucked in by the digital world. The three amulets tackle three 
different aspects that we often forget when we are too immersed 
in the digital world:
1. Ourselves: we lose our sense of  self  a a physical body that can 
move around and experience analog things.
2. Connection: physical human connection is indespensable to us 
and often forgotten or overlooked.
3. Space: we forget to take in where we actually are physically.
(see full project in the annex)
October 2019-February 2020
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QUARANTINE BLOCK  
Read “Object Oriented Ontology” by Grahan Harman (metaphor, 
art, hidden) 
Start developing a test, very mathematical covering a lot of  
different aspects of  one’s self  and relating it to every characteristic 
of  the amulet, investigation of  personality tests (Meyer-Briggs, 
etc).   
The test is way too scientific, its predictable, it needs more magic, 
Olivander from Harry Potter reference. 
Start looking at different influences: dungeons and dragons 
(alignment system), tibetan tests, color theorie, drawing games…    
April 16th
March 2020-April 2020
Drawings illustrating main concepts of  
Object Oriented Ontology.
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I decide amulets are going to be mostly textile, it gives me more 
freedom to produce at home and it’s a material that im familiar 
with and carries significance in my family.
The test is still very mathematical. I have too many variables  Pages 
from note book
I develop a quick questionnaire and send it to friends, about 
what they would want an amulet for and how they access their 
spirituality. The results are very varied, some very spiritual people 
some not spiritual at all. I am able to characterize the amulets in 
four categories of  purpose: 
Each of  these related to different textile techniques: stitching, 
embroidery, knitting and weaving.  
 
April 19th
I read “A Short History of  Myth” by Karen Armstrong “The High 
Magic of  Talismans and Amulets” by Claude Lecouteux
“Cloth and human experience” by Annette Weiner 
“Real Magic” by Dean Radin




STABILIZERS           PROTECTORS 
ATTRACTORS         INVESTIGATORS
May 10th
Questionnaire I sent out via WhatsApp.
Knitted swatches for texture experiments 
with very fine wool.
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Ela died
Crisis moment Reject the initial ideas of  the test, start thinking 
about focusing it more on drawing. Start thinking of  more specific 
shapes I like for the amulets: Patches and Altars. Too many 
variables, can’t fit everything together. 
Crisis continues I have a clear idea of  how I want it to work, I 
can’t visually picture the amulets, everything I make seems ugly.  
Breakthrough The client-user is the one who draws in the test. 
Solves part of  the visual problem and gives me more magical/ 
unpredictable results. It also provides the client- user with an 
introspective moment, where they can create something with no 
judgment. I want to encourage abstract drawing. I like that it is 
kind of  childish, it connects with your inner child. 
First trial of  test with Miguel, insights: simplify the drawing 
prompts; pre-drawn figures help the client-user draw; the feeling 
while doing the test is good, it makes you wonder what’s happening; 
need to figure out what exactly do I get from the test.  






Altar for Ela in our living room, includes: 
a ceramic leaf  she made, pictures, Mexican 
crafts, seeds a bone. 
Drawing I did for Ela’s obituary.
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Second trial with Julia: pick a color of  your liking and get a color 
combination; 
Third trial with Papá: he takes some of  the prompts too literally, 
but in general it works well. 
I define the output of  the test, it gives me: color palette, amulet 
type (patch or altar), and the shapes in the amulet. It also gives 
me more interpretable output for me to include in the amulet 
(symmetrical or not, etc)
I make Julia’s amulet, don’t like it very much but it’s getting closer. 
POST-QUARATINE BLOCK 
First in-person meeting with Octavi and classmates in 4 months.




Promts drawn by Julia.
Promts drawn by Mama.
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I define the three main part of  the final project: TEST, AMULETS 
and ACTIVATION KIT. 
The latter is given to the user-client along with the amulet and 
consists of  a booklet on basic magic and a specific ritual to activate 
the new amulet. 
Breakthrough I decide to limit the shapes to a series of  stencils 
that can be used to cut out fabric, paint it, embroider it, etc. 
I include a third type of  amulet: PATCH (to wear), an ALTAR 
(to arrange) and a VOLUME (to hold). These three actions are 
common to most religions. The  shapes are the same as in the 
first block of  the project, see annex.
The fabric colors will be more limited and I will use paint to 
personalize more quickly (than embroidering or weaving). Using 
screen printing, stencils or free painting.
The altar amulets require the user-client to include an object of  
their own. The patch amulets need to be sewn in by the user.
DOUBTS: where do I get the initial shapes from? How does the 
purpose of  the amulet affect the amulet itself ? 
I draw a series of  shapes derived from different fields: natural, 
geometric, architectural… I select some shapes for each type of  
amulet. I cut fabric and make amulet possibilities in a plain color 
in order to concentrate on the shape.
Crisis I hate all the shapes I made, I discard them all. I concentrate 




Working models for amulets in plain cotton 
fabrics
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Breakthrough I decide the PURPOSE gives me a CHARM. 
There are four charms one for each category of  purpose. The 
charms are ceramic, gives good contrast to the fabric in terms of  
touch. 
Crisis/breakthrough I figure out why I hate all the shapes I’ve 
made: I don’t like “made up” shapes, I want shapes that are the 
abstraction of  something, I want the shapes to be METAPHORS, 
because they need to resonate with us so that we are compelled to 
participate.
I pose a question in my Instagram stories: Where do you find 
Magic? 50 people respond.
Crisis I freak out again and decide there are only going to be 
two shapes: CIRCLE and SQUARE. I investigate the possibilities 
of  shapes by only cutting out circles and squares. I make some 
amulets. 
The amulets start to look more interesting but they don’t have the 
finished quality I want, they are a little too rugged.
August 6th
Working models for amulets in see-through 
fabrics, organza, tulle and vinyl. With ceramic 
pieces from Ela’s studio.
Instagram “Question” and responses (right).
Working model of  altar amulet with painted 
cotton fabric and a charm
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Miguel suggests making my own card deck, I say I will not make 
my own carddeck.
I decide to make the amulets out of  white natural silk. 
Breakthrough I decide to make my own card deck. 
I organize the responses I got on the Instagram question. I come 
up with twelve Spiritual Common Places, that result in twelve 
cards:
I look for pictures in my phone, moments and places I’ve decided 
to capture because of  their spiritual importance: Spiritual Common 
Places. These pictures become the cards, drawn in colored pencil 
on craft paper using a reduced color palette so as to apply an 
analog hand-made filter.
The cards are the first level of  abstraction and I will draw patterns 
an shapes from each card as the second level abstraction to apply 
to the fabric with screen printing. 
FOREST   ART   NIGHT   STORM   LOVE   FLOWER
PLANT   WATER   SUN   BUTTERFLY   FIRE   SKY 
August 24th
August 25th
Spiritual Common Place: PLANT
picture from my phone
First silk amueltsFirst silkscreening on silk
First Abstraction/ front of  card
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TEST=propts + cards
AMULETS=altar patch volume/ fabric +charm / basic forms+ 
silkscreen patterns 
KIT=magic booklet+ ritual 
I decide the shapes of  the CHARMS: SQUARE (stabilizer), RING 
(protector), SEED (investigator), and TRIANGLE (attractor).
In person meeting with Octavi: he doesn’t like the charms shapes, 
he likes the amulets that include a hidden piece, he likes the cards 
and he wants the system to be complex. He remarks on the 
importance Ela has had on me, and the importance the table/
modern emporium as a big (Mexican) altar for my entire project.
Lends me “ Más allá de la Naturaleza y Cultura”  by Phillipe 
Descola.
I study the cards in terms of  their colors and the shapes, I organize 
them in the following chart:
August 28th
I start drawing the definite second abstraction of  the cards and 
preparing the silk screens. I limit the colors available to the client-













Spiritual Common Place: PLANT
picture from my phone First Abstraction/ front of  card Second Abstraction/ Pattern
Color Palette/ back of  card
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I decide that the charms, being my part of  the activation have to 
resonate with me and have to have great power. I decide to mirror 
Ela’s art for the charms in order to give them that extra inherited 
power. I analyze Ela’s art pieces and observe what elements appear 
a lot and in what context.
I decide the charms will be mostly golden with some red 
exceptions. The charms will be: FLOWER for attractors, FACE 
for investigators, FRUIT for protectors and HAND for stabilizers. 
(they are all recurrent figures in Ela’s work).
Production starts I prepare the silk screens with the patterns/
second abstractions.
I start making the ceramic charms
First trial test with cards with Maria & Inés. It goes well, the cards 
help the process and they give extra information. I print their silk 
swatches, they look really good. 
The charms go into the oven 1/3. 
I start making Inés’ amulet with silk and organdy (see through). 
Charms come out of  the oven  golden! 3/3 
September 1st
Preparing silk screens.
Ceramic pieces before firing. Glazing ceramic pieces. Trying out the Test with cards.
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Simulation Day I set up a Witch’s table at La Fundació Miralles. 
I invite 9 people to do the amulet test. Designers not designers, 
more spiritual and not spiritual at all, younger and older, close 
friends and casual acquaintances. One by one they come to sit by 
my table and take the test; the others in the mean time can look at 
a table I’ve prepared with books and objects that have influenced 
me. I prepared a sort of  receipt to write down their answers and 
choice of  cards. The tests work very well. I’m able to create a 
calm environment and everyone concentrates on their drawing. 
Everyone is really exited to see what cards they get, the cards they 
get seem to fit perfectly with their purpose. I screen print their silk 
in front of  them which also creates a bond, some people say it’s 
a very hypnotizing process to watch. Everyone tells me they love 
their piece. 
Takeaway: a table that somehow limits and closes the space is 
necessary, however it works well in a big space. Screen printing on 
the spot is a must. I can invite the client-user to take pictures of  
the cards they get and their printed silk. 
September 19th
Witch’s Table set up; me, screenprinting silk swatches for the amulets.
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Laying out the cards for the test; preparing the silkscreening process; silkscreening the silk.
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Seeds of Aracne
Aracne, in Greek mythology, was a great weaver that challenged 
Athena to a weaving contest and defeated her; this enraged Athena 
of course who transformed her into a spider. Aracne represents 
the tight connection between women and textiles, the rebellion of 
humans against gods, and the power of great crafting skill. 
The amulets I have created in this project are carefully made 
textile pieces that lean on feminine energy for their power and 
challenge traditional religions and spirituality, hence Seeds of 
Aracne. 
The objects in this project are meant to provide the client-user 
with a physical aid to spiritual consciousness, whether it is deep 
meditation or simply calm introspection. Through the test the 
designer-witch (me) is able to determine some parameters to 
develop the amulet specifically for the person and what they want 
it for without needing to be literal, explicit or over simplify.
The resulting objects that have been created using this process 
are a careful balance between new aesthetics that intrigue us 
with components that have had great meaning and power for us 
for centuries. I want these objects to make people want to touch 
them, examine them and play with them. They are something 
that is just familiar enough for us to like and strange enough to 





Set of twelve cards. On the front they have an abstract drawing 
of a Spiritual Common Place, on the back they have their color 
palette. The cards are organized on a chart: the three lines are 
organized by quantity of movement: still, moderate and explosive. 




First Abstraction Second Abstraction
Twelve pattens corresponding to each of  the cards, the patterns 
are the second abstraction of  the Spiritual Common Places. 
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The Test is the most interactive part of  the process with the client-
user. Ideally the test is done at the Witch’s Table. The atmosphere 
during the test should be calm and quiet, so that the client-user 
does not feel rushed, but the atmosphere should not be serious. 
The client-user can ask questions and can explore the objects and 
books on the Table. There are three main parts of  the test.
The Test
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The first is to establish the PURPOSE. This is the only straight-
forward question in the test, the client-user must have a very clear 
idea of  what they want the purpose of  the amulet to be. The 
Purpose can be anything, something very mundane to something 
very ethereal. However, so that the amulet is more effective, the 
Purpose must be concise; unclear or very broad purposes won’t 
provide amulets that are as effective for a simple reason: for the 
amulet to work both the designer-witch and the client-user must 
focus their attention. The more concise the Purpose the more 
precise the attention.  Once the client-user has decided the Purpose 





Stabilizers are amulets that are meant to bring or maintain a 
balance, to calm storms, to drive away worries. Protectors, as the 
word implies, are amulets to protect oneself  or someone else from 
danger or grief. Attractors are amulets to accomplish or get things 
that are not within us. And Investigators are amulets to find or 
accomplish things that are within us. If  the purpose falls clearly 
into one the categories the designer-witch simply choses it, if  it’s 
less clear the designer-witch can ask the client-user if  they think it 
is more one or the other and they can decide together.
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Once the purpose is decided the client-user has to pick a color 
to draw with from a  set of  24 colored pencils. When they pick a 
color they get an assigned color palette (3 to 5 colors) from one 
of  the cards (see next paragraph). Once they have their color 
palette the designer-witch gives them two pieces of  paper with 
the PROMPTS they have to draw. The goal is for the client-user 
to draw freely but intentionally, to not worry about the aesthetics 
of  the result, to concentrate more on shape and color than on 
drawing “realistically”. The prompts are:
 “DRAW YOUR FAVORITE VIEW AS SEEN THROUGH 
A REFLECTION”/ 
“DRAW SOMETHING TO PROTECT YOU”/ 
“GIVE POWER TO THIS CIRCLE”/ 
“DRAW A DIAGRAM OF YOURSELF”/
The prompts favor abstract symbolic drawing and give the 
designer-witch some guidance: which color the person favored 
(similar hues or contrasting, did they use all the colors or not), 
how did they protect the little figure representing themselves 
(from the bottom? The top?, a circle? Something on their body?), 
how did they give power to the circle (from inside? From outside? 
Touching the circle or not?), what the main shapes are in their 
diagram (organic? Geometric? Symmetrical?). 
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The third part of  the test is with the CARDS. The Cards are a 
set of  12, they have abstract drawings on the front side and the 
color palette on the back. The cards represent 12 places where 
people find magic, drawn as a first abstraction. The client user will 
get three cards, the first one is assigned to them when they pick 
their color. After they finish drawing the designer-witch lays out 
the cards, back side up, and the client-user picks a second card 
based on the color palette. Then the client-user gets a third card at 
random. The cards are organized on a chart:
In the chart above, the columns are grouped by qualities and the 
rows are organized by quantity. When the three cards are chosen 
the client-user gets a column or a row (or both) that give the 
designer-witch extra knowledge with which to design the amulet 
(if   neither of  the cards align the client-user picks another card). 
When the client user has picked all of  their cards they are flipped 
over and explained: the magic-places that appear can gives clues 
to where to use the amulet or what to envision. With these three 














The Amulets are small textile pieces made from the same base of  
off-white silk with silkscreen printing on top. The white silk gives 
a very pleasant sensory feeling while it gives us a delicate sensation 
that makes us handle the piece with care. At the same time the 
light color allows for a wide range of  colors to be printed on it. 
All the amulets also include a small ceramic charm that provides a 
specific intention and contrasts with the silk texture. 
The CHARMS are directly linked to the purpose of  the amulet. 
There are four types: 
The Amulet
The charms are tiny ceramic pieces glazed in gold; they all have a 
small hole so that they can be sewn onto the amulets. The charms 
act as the battery on the amulet, they are the first activation, done 
by the designer-witch. The specific shapes are inspired by Ela’s 
work, using these symbols as she did. The gold is inspired by her 
(she often included a single golden piece in a big composition of  










Another parameter that needs to be decided is the TYPE of  
amulet, there are three possible types: 
Each of  these amulets offers different interactions with the client 
user. The PATCH amulets can be sewn onto clothes or everyday 
cloths by the client-user, they can be more or less visible, they 
are wearables.  The ALTAR amulets act like small matts to put 
other things on, personal amulets, found objects, candles, spells… 
they can be wrapped up so that they are transportable and can 
be opened to create a space as needed, they are arrangeable. 
VOLUME amulets are 3D pieces that are stuffed, they are meant 
to be touched, squished, and fidgeted with. The TYPE of  amulet 
is determined by the drawings in the Test: if  they gave the circle 
power through the outside, or inside or both… and how they 





The first step in making the amulets is to print the fabric. This 
step is done immediately after the test so that the client user can 
see part of  the process, thus connecting them more to the amulet. 
So, to print on the silk the designer-witch needs to determine the 
color and the pattern that is going to be stamped. The color is 
derived from the color palette (1st Card)  the client-user got and by 
how they used it; the pattern is determined by the 2nd Card: each 
card corresponds to a seconds abstraction (pattern or shape). The 
designer-witch has these patterns on silkscreens and can combine 
them freely using this as starting point. Since the client-user is 
watching this process they might comment or give their opinion 
on it, if  they have clear wishes it is okay to follow them. 
After this, the silk is left to dry. With the printed silk and the 
parameters collected from the test the designer-witch sketches 
the amulet and cuts the fabric to make it. In some amulets 
transparent fabric is added to give more depth or have see-through 
components. Lastly the charm is sewn onto the amulet as a first 
activation ritual done by the designer-witch. 
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The second activation ritual must be completed by the client-user 
when they receive the amulet. 
When the Amulet is completed is it ready to give to the client-user. 
With the amulet they will receive a small guide on how to do the 
activation ritual and some general magic tips that do not follow a 
specific belief  system but rather guide you to find your own. 
The ritual for the amulet is partly related to the type of  amulet partly 
related to the cards. For PATCH amulets the activation ritual is the 
act of  sewing the amulet on to something. For ALTAR amulets it 
is finding a specific place for it and arranging an object on it. For 
VOLUME amulets it’s walking around with the amulet in your hand 
while you repeat a mantra or make a mental list. 
In the following pages I will demonstrate how I used this system to 




“Quiero el amuleto para concentrarme”
1. I ask the client-user what they need the amulet for. 
Below is an example of  the system following the real process of  
one of  the amulets developped during the simulation day.
2. The client-user picks a color and I assign a color palette.





4. The first card the client-user receives comes from the color palette.
5. Then the client-user picks the second card and gets the third one randomly.
108 109
FACE
Now we have all the information to construct the amulet.
6. Since the amulet is an INVESTIGATOR we can determine the charm.
7. By how she drew the circle promt and the diagram of  herself  we can determine the type of  amulet.
ALTAR
8. The colors are given by the first card and the patterns are given by the other cards.




Amulet no 1 for C. G./ investigator/ altar/ art+sky+butterfly
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Amulet no 2 for M. D./ attractor/ volume/ sun+plant+love
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Amulet no 3 for B. E./ stabilizer/ volume/ art+plant+love+fire
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Amulet no 4 for I. L./ stabilizer/ altar/ sky+fire+water
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Amulet no 5 for J. D./ investigator/ patch/ plant+water+flower
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Amulet no 6 for M. H./ attractor/ altar/ night+butterfly+fire
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Amulet no 7 for M. C./ attractor/ patch/ flower+fire+storm
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Conclusions
Below are my conclusions referencing the objectives I marked for 
the project:
I believe I’ve been successful in broadening and reassigning 
spirituality to more modern Common Places for today’s society. By 
including a design process in the making of  a spiritual object I am 
giving significance to the test, making the process itself  spiritual.
I have purposely made the act of  creating an amulet one of  
focused intention. By making the client-user a witness of  the 
printing process I compel them to make an emotional connection 
to their object. Secondly the handmade aspect further imbues the 
object with focused attention.
While the final outcome of  this project remains in the future 
I believe I have brought a playful and creative approach to the 
process that has already had a positive impact towards searching 
for and assessing new forms of  spirituality. I’m looking forward to 
following the amulets and the client-users’ journeys.
Creation of  forms is key for any design project; I am happy to have 
found a way to explore new shapes through meaningful paths. I 
am pleased with the structure of  the test that provides suggestions 
or “clues” rather than predictable or mechanical results.
By creating an engaging test I provided the client-user with a space 
to actively participate in the process in an introspective and creative 
atmosphere, thus feeling connected to the object from the start.
The simulation I did prior to the deadline resulted in very positive 
experiences and interesting feedback. People of  many different 
backgrounds all enjoyed the test’s creative tendency and were 
intrigued by the resulting silkscreened swatch of  silk that would 
later become their amulet. 
It was important for me to make the amulets seem “precious”, to 
do this I used materials that we traditionally associate with value 
such as silk and gold as well as taking great care in the design and 
construction of  each piece. 
The challenge laying in going beyond making simply pretty or cute 
objects in order to create a narrative and a purpose. The resulting 
amulet, I am confident to say, is aesthetically compelling, pleasing 
to the touch and in possession of  many layers of  meaning that are 
able to peek out. 
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Pictures of  Spiritual Common Places that worked as a basis for the cards.
Images
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The silk swatches that were printed during the Simulation Day.
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Card and the picture it came from.
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Card and the picture it came from.
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Card and the picture it came from.
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Mexican baskets; Ela’s art pieces.
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Mexican and Guatemalan hand crafts with my charms and gerber dasies.
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Annex
The following pages are the project I carried out in Bauhaus 
Universität Weimar, in the class “Fiese Früchte, Schlimme 
Dinge” with professor Wolfgang Sattler and Timm Burkhardt, 
during the Winter Semester 2019-2020, and presented at the 
Winter Werkschau. This was at the starting point for my TFG 





Pia Callís Wortham, semester project
WiSe 2019-2020 Bauhaus Universitët Weimar
Prof. Wolfgang Sattler & Dipl. -Des Timm Burkhardt
All catastrophes are daily, but they 
are only real catastrophes when they 
happen to us. We coexist with the 
idea of impending catastrophe, and 
today even with an idea of impending 
apocalypse. How do humans live with 
that impending fear? We prepare. 
In the begging of this project I identified 
Piggy Banks as the ultimate catastrophe 
kits (economic catastrophes). The key 
to it’s success is the slow growth of 
preparation that we cannot access. The 
longer we have the piggy bank, the 
bigger the catastrophe it can solve. The 
catastrophe “moment” is also clearly 
symbolized by the breaking of the piggy 
bank itself. So what if piggy banks were 
not only for monetary catastrophes? 
What else could you save in a piggy 
bank for a rainy day?
At this point during the semester I 
was reading “The second coming” by 
Franco Berardi, that talks about how 
the apparent chaos that we constantly 
perceive is not real but instead it’s 
due to the fact that the infosphere 
has become so much more complex 
than our psycosphere due to a turning 
point in technology (after 1968). Berardi 
suggests a good solution is to make 
friends with the chaos instead of 
fighting it. 
This sparked the idea that everyday we 
are bombarded with information and 
data that we can no longer process. If 
we let it, the digital world absorbs us 
and we forget we are indeed physical. 
I came up with the idea of a Physical 
Safe, something to remind us of our 
analog-ness. It seemed obvious to me 
I needed to make a series of small-ish 
objects to be held in one’s hand, like 
many cultures did before us, Amulets 
for the Anthropocene, if you will. 
I investigated both what previous 
cultures had used as amulets and what 
special objects I kept for my own. In 
every ancient culture small objects with 
no clear function except for spiritual 
played an important role. Whether is 
was Egyptian Ushebtis, that were small 
statues to help the dead travel safely 
to the afterlife; Kachina dolls, that were 
given to young girls in Native American 
tribe Hopi, in order to familiarize them 
with what spirits look like so they could 
more easily communicate with them; or 
Bolivian Chuspas, very ornate pouches 
worn on the body and used to carry 
coke leaves safely during travel.
My personal amulets.
My personal amulets include two 
pyramidal dice gifted by a friend, two 
seeds I found on the beach in Mexico 
(that are called “deer’s eye” and are 
though to keep bad spirits away), a 
small skull carved out of quartz that my 
grandmother gave me, and a broken 
Micky Mouse watch (that reminds me 
Time is an illusion).
Based on my findings I developed 
an idea of how your Physical Safe 
work. The idea was that by having 
these amulets hidden in a capsule 
the surprise effect of breaking it 
open would also help us overcome 
the catastrophe. I though of three 
typologies of amulets: Natural, Personal 
and Sensorial. For each typology I 
thought of different amulets that could 






























The Natural amulets would depend 
on one’s level of spiritual-ness. For the 
least spiritual I made a faceted piece of 
pine wood that fit nicely in one’s hand, 
for the most spiritual I made a herb tie, 




























For the Personal ones I made three 
different human-like figures, from more 
figurative to less. I imagined the way 
to determine which one you would 


























The sensorial would depend on one’s 
effusive-ness/detached-ness. In that 
order: a wool pompom, a small bag of 
sand and pouch with smell.
Examples of my classmates amulets.
As the project went on I became 
more interested in finding general 
solutions. What would an amulet for the 
Anthropocene look like? How would we 
actually use it? So I started working on 
shapes and colors to find an idea that 
worked more generally.
As our technology advances the world 
gets more chaotic, the infosphere 
becomes more complex than our 
psycho-sphere and we get lost 
between virtual and physical. We 
forget we are more than our reflection 
on social media; we dismiss real-
life personal connections for on-line 
ones; we get disoriented from our 
material space by virtual platforms. This 
overwhelms our human brains. In this 
project I tackle the daily catastrophe of 
losing one’s physicalness to the digital 
world. 
We can no longer live separately from 
the virtual world and we must not try to 
fight it. Our best option is to befriend the 
chaos; learn how to navigate it safely, 
without the risk of getting lost. We need 
a safety net that won’t let us fall too 
deep: A Physical Safe. 
A Physical Safe is a souvenir of our 
physicalness, a reminder of our analog-
ness. 
In this project I search for a device 
that would complete this function. I’ve 
called them Post-amulets. In ancient 
times amulets connected humans with 
things that weren’t physically present 
(Deities, the Dead, superior powers). 
Post-amulets do the opposite: we are 
constantly connected with the “non-
material” so the device pulls us back to 
our humanness.
This project speculates on what 
amulets for the Anthropocene should 
look like and how we should use them. 
I have treated this daily catastrophe 
as realistically as I could, making 
post-amulets very tactile and easy to 
incorporate to our clothes in a discrete 
way. I’ve made the post-amulets based 
on real cases distinguishing between 
three different situation where we 
tend to more rapidly forget about our 
material nature.
SELF POST-AMULET
(ex. “Instagrammer” compares having 
her Instagram page shut down to 
someone dying)
The Self post-amulet permits you to 
very quickly root yourself back to your 
body and heartbeat. It reminds you that 
your have a physical body, that is both 
fragile and strong. It should be used 
when one is feeling like one is nothing 
more than ephemeral pictures or words 
on the net. 
The Self post-amulet is a porcelain 
piece with an organic shape that can 
be sewn on to one’s clothes and easily 
hidden under a sweater. By placing this 
piece on your chest, you can feel it and 
touch it thus reminding yourself of your 
physicalness.
Process of making porcelain amulets.
CONNECTION POST-AMULET
(ex. People obsessing over statistics on 
social media, going to extremes to get 
more engagement)
The Connection post-amulet helps 
you remember the sensorial aspect of 
connecting with other people. How, for 
every virtual connection we have, we 
also have many physical ones we often 
dismiss. It should be used when one is 
feeling alone and far from everyone.
The Connection post-amulet is a soft 
plastic piece that fits comfortably into 
one’s hand and is attached to a cord 
that ties it under one’s clothes; allowing 
you to access it easily when needed 
but not hold it constantly. The piece’s 
interesting textures accentuate the 
importance of touch.
SPACE POST-AMULET
(ex. Fans of a film fall into general 
depression when realizing they cannot 
visit the world pictured in the film)
The Space post-amulet allows you to 
create a small material space just for 
you. Emphasizing the need to be aware 
of the physical space you occupy. It 
should be used when feeling lost, or 
when one is feeling more comfortable 
on the net than in a physical space. 
The Space post-amulet is a small fabric 
mat that can be folded out to create 
a square of personal tactile space. It 
folds back easily and can be stored in a 
pocket. 
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